For the purpose of my examination of how literature and art take part in the circulation of significations and representations in the construction of social reality, I concentrate on a specific feature that links and unites the work of four contemporary European authors-the inflation of death and violence, or the "overflow of corpses" in their novels, plays, and performances. My first example will be Bosnian-Croatian theatre director Oliver Frljić, his disturbing, shocking performances in which he uses his own personal, wartime, and political traumas to ask universal questions about the boundaries of artistic and social freedom, individual and collective responsibility, tolerance and stereotypes. As the second and third example I will take plays by two (no longer) dramatic writers, Anja Hilling and Simona Semenič-two outstanding representatives of German and Slovene (no longer) dramatic theatre and drama, exploring in their texts a tension between repetition and representation in which the first mechanism undermines and challenges the second and produces a specific poetic or aesthetic device-an effect of ostranenie or defamiliarisation (Shklovsky). The third example will consist of the novels by Winfried Georg Sebald, in which the German author uses the device of his wanderings between signs, punctuated by black and white photographs, producing a specific emblematic of a mutation of space and time, in which history and geography cross-fertilise, tracing out paths and weaving networks. Besides examining the contestation of subject positions, I concentrate on the dialectics of art and society, where fluid, uncontainable subjects are constantly pushing the contours. Revising the critical consensus that contemporary art primarily engages with the real, the essay describes how theatre and fiction today navigate the complexities of the discourse as well as social realities; how the discussed artists all share the belief that creative expression must also be destruction. Art has to go beyond what we are and what we can identify through understanding. Thus, art negotiates, inflects discursive circulation of stories, idioms, controversies, testimonies, and pieces of (mis)information in the face of global uncertainties.
effect of ostranenie or defamiliarisation (Shklovsky) or différance (Derrida). 5 The fourth case are novels by famous German writer Winfried Georg Sebald, 6 largely concerned with themes of memory, loss of memory, identity (both personal and collective), and decay (of civilisations, traditions, or physical objects). His works can be interpreted as wanderings between signs, punctuated by black and white photographs-Nicolas Bourriaud defines them as emblematic of a mutation in our perception of space and time, in which history and geography cross-fertilise, tracing out paths and weaving networks. 7 My assumption is that the performances of Frljić and the texts of Sebald, Hilling, and Semenič chal- (2014) (2015) , presenting the WWII collaboration of theatrical artists with the pro-Nazi government, provoked public protests of the War Veterans Movement. That police had to be called upon to protect his theatre performances, indicates the strongest reactions of some political groups to his political theatre.
One could say Frljić uses theatre to create a public forum for open debate in order to shape theatre as a specific producer of truth in the sense of Alain Badiou defining the relation between art and truth in his Handbook of Inaesthetics:
By 'inaesthetics' I understand a relation of philosophy to art that, maintaining that art is itself a producer of truths, makes no claim to turn art into an object for philosophy. Against aesthetic speculation, 'inaesthetics' describes the strictly intraphilosophical effects produced by the independent existence of some works of art. 12 According to Badiou, the relation of philosophy and art is very different from that claimed by classical aesthetic concepts: philosophy and art do not
communicate directly but through a relation to a third term, which they do not reach in the same way-truth. If philosophy does not produce truths of its own, it nevertheless has something to say about truth. Art produces truths of its own, but it does so by dealing with sensible images, objects, bodies, or the material dimension of artistic language. This produces the following paradox: along with mathematics, politics, and love, art is considered to be one of the "conditions" of philosophy. Frljić therefore shares with Badiou the concept of the thought of art as something that is not extrinsic-it is art itself.
Frljić deliberately wants to say something about society in his performances, using provocation with repetitions as a generative strategy. He deliberately and repeatedly provokes actors to generate material from their own lives and reactions during the process; and the actors provoke the audience to generate responses and involvement during each performance. Frljić is aware that philosophy does not produce truths of its own but, nevertheless, has something to say about truth-it seems much more important for him to use art as a specific procedure to produce and distribute truth about today's society. For both Badiou and Frljić, truth does not occur in the context of knowledge at all, which is relegated to "opinion". They see knowledge as ultimately fragile, subject to change.
TOWARDS THE AESTHETICS OF RESISTANCE
Frljić's 2016 international co-production Our Violence and Your Violence premiered at Wiener Festwochen, dealing with the very fervent theme of migration and European identity. In a time when refugees have become a "flood" in biblical, nearapocalyptic terms, Frljić mixed political incorrectness with drastic physical theatre scenes that were meant to shock. The performance was full of overtly political references (including religious symbols and references to rape, torture, terror, fascism, and Deleuze's claim that pure difference simply happens to us and is not the result of direct actions. Repetition is a process that underlies all identities. If difference is to make any sense, it must be a difference between two things, two ideologies, two realities. 
In the end, we're always counting corpses.
And these corpses become the stakes in new political projects. Certain bodies can be remembered and buried with all the honours.
Other corpses turn us into Antigones. We must speak about the value of each human life, because if we don't, our thousand would be nothing compared to their ten thousand.
But this is a score that we consider unfavourable. We have, after all, died a little less and 
THE SCHIZOPHRENIC DISMEMBERMENT OF BODY AND VOICE
Danijela Kapusta notes that for Anja Hilling and her contemporaries the text is not "a firmly set 'Nonplusultra' but 'a material as a beginning of something yet to come' ." 19 Nevertheless, Hilling is strongly against the cold and distanced approach and tries to find a way to transform the postdramatical playfulness of signifiers into something that has emotion and feeling. The playwright sees Black Beast Sorrow as her "most bombastic text" in which she "tried to test the catastrophe in relation to the nothingness of human life." 20 She left behind the "pure" interiority which she shared with British playwrights and moved closer to a dissolution of the boundary between exteriority and interiority.
In Black Beast Sorrow, a forest fire serves as a catalyst of the theatrical action: the social construct of the individual is overcome. Individuality is shed to reach a higher level of reflection, free of personal desires:
Perhaps that's it. You plough on, because you're thirsty. This feeling is possibly stronger than the pain. Perhaps you know, that when you won't feel thirst anymore, pain will no longer be an issue. Hilling's concern is with contemporary society and, more specifically, German society. The characters do not want to face traumatic past events.
That can be interpreted as the basic reason of their incapability to organise their lives towards a successful future. As Birgit Haas points out, the action in Hilling's plays is "realistic, but, at the same time, it is almost too realistic." 23 This defamiliarised realism can be seen as a hidden criticism of the cli- As is clear from the quotation, Semenič proposes the structure of what Deleuze would find in Nietzsche's theory and names it "a theatre of unbelief " in which "humour and irony are indispensable to Borges, Kafka, Bernhard, Nabokov, and even Stendhal as well as Eco and Calvino, yet differs from postmodernist prose in that he is not "fictionalizing facts" but "making facts fictive by binding them so deeply into the forms of his narratives that these facts seem never to have belonged to the actual world"? 39
D E A T H A N D V I O L E N C E I N C O N T E M P O R A R Y T H E A T R E , D R A M A ,
In an interview for Dutch television in 1998, Sebald emphasised his attitude towards the past, the present, and the future, which nicely reveals the ways of his perception and framing the world:
In one sense the future does not interest me or that narrator figure at all because, knowing what I do, I fear that it can only be blighted and that, therefore, the past, horrendous though it is, with all its calamitous episodes, nevertheless seems to be some kind of refuge because at least the pain that you had there is over. It is no longer acute, it has been subdued and so the presence of the past has something very ambivalent about it. On the one hand it is burdensome, heavy, it weighs you down, on the other hand it is something that liberates you from the present constraints. 40 In his works, Sebald produces a consciousness which is like "a theatre that blends memory, hallucination, deceptive memory, dreams, soliloquy and the stream of immediate perceptions. " 41 McCulloh, in a chapter of his book Blending Facts, Fiction, Allusion, and Recall, produces a metaphor of Sebald's prose as an inner theatre whose owner "is at once actor, audience, and playwright. " 42 That metaphor takes us to Frljić, to his theatre, which likewise creates con- finally, they present the authentic/real attempts of the 21st century to rescue itself from the final recognition of our mortality. " They all "intuitively touch the 21st century, while they write about [and direct] in and for the 20th. " Thus they introduce "the ultimate Facebook of the undead of its own unhappy century. " 47 Notes 1 Oliver Frljić: Born in the Bosnian town of Travnik in 1976, a refugee during the war in former Yugoslavia. He finished his studies of philosophy, religion, and theatre directing in Croatia where he lives most of the time and works as a director, writer, actor, and theorist. Frljić soon became one of the most daring and influential directors of the region and has been invited to many international festivals and received numerous awards for his staging. 2 We are using the term introduced by a German theatre scholar Gerda Poschmann in her book Der nicht mehr dramatische Theatertext. Aktuelle Bühnenstücke und ihre dramaturgische Analyse [Plays without Drama. Analysing contemporary stage-plays and their dramaturgy] (De Gruyter, 1997). The book introduces the term "no longer dramatic text" in order to discuss how the traditional concept of drama has grown too restrictive and is in obvious need of revision. As contemporary plays in German show, theatre texts make very different uses of the drama form and in some cases depart from it altogether. With this in mind, the study sets out to analyse the dramaturgic concept behind such plays. Ibid. 25 We refer to Simona Semenič's postdramatic usage of the inovative textual strategies that subvert the traditional reading conventions and involves the reader more closely into the decoding of the text and its interpretation. Even though she violates dramatic conventions, she at the same time relativises and revitalises them, and her new textual strategies are closely tied to the problems of reception and the power of the theatre today. 26 In A Thousand Plateaus, Deleuze and Guattari launched the concept of rhizome as a critical alternative to the 'root-book' . See: Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, trans. Brian Massumi (Minneapolis: University of Minnesota Press, 1987). presented, and published in Europe and the USA. She has also been involved in several productions as a performer, co-author, director, dramaturg. These shows have toured around Europe, South America, and the USA. 5 We are referring to Lawrence Crawford and his essay, "Victor Shklovskij: Différance in Defamiliarization. " Comparative Literature 36 (1984): 209-219; in which he states that Shklovsky's defamiliarisation is one of the many sources of Jacques Derrida's concept of différance: "What Shklovskij wants to show is that the operation of defamiliarization and its consequent perception in the literary system is like the winding of a watch (the introduction of energy into a physical system): both "originate" difference, change, value, motion, presence. Considered against the general and functional background of Derridian différance, what Shklovskij calls "perception" can be considered a matrix for production of difference. " (Crawford, 212) . 6 Winfried Georg Sebald, born in 1944 , Germany, died in 2001 , was a German-English novelist and scholar. His works are largely concerned with the themes of memory, loss of memory, and identity. They are attempts to reconcile himself with the trauma of the Second World War and its effect on the German people. At the time of his death he was regarded by many literary critics as one of the greatest living authors, and was tipped as a possible future recipient of the Nobel Prize in Literature. His novels include Scwindel, Gefühle (1990; Vertigo) , Die Ausgewanderten (1992; The Emigrants), Die Ringe des Saturn (1995; The Rings of Saturn), Logis in einem Landhaus: über Gottfried Keller, Johann Peter Hebel, Robert Walser und andere (1998; A Place in the Country: On Gottfried Keller, Johann Peter Hebel, Robert Walser, and Others), and Austerlitz (2001). 7 In his Altermodern Manifesto Nicholas Bourriaud writes: "Sebald's writings appear to me as emblematic of a mutation in our perception of space and time, in which history and geography operate a cross-fertilization, tracing out paths and weaving networks. " Thus his work is creating an experience of speed for the reader while managing to "hold still". The energy of the work is continually renewing itself. It occupies a place of ruminative study and inexhaustible shifting at the same time. See: Bourriaud, Nicolas. "Altermodern". In Altermodern: Tate Triennial. (London: Tate Publishing, 2009), 11-23. In his highly influential book Différence et répétition (Difference and Repetition), Deleuze tries to develop a metaphysics adequate to contemporary mathematics and science, metaphysics in which the concept of multiplicity replaces that of substance, event replaces essence, and virtuality replaces possibility. 11 Damned Be the Traitor of His Homeland! (Preklet naj bo izdajalec svoje domovine!), director Oliver Frljić;
